The attractiveness of a tourist destination is derived from multiple material and immaterial elements. Cinema is both a tourist communication channel and provides a target market for a destination. Many regions offer a great variety of potential locations desirable for their scenic beauty and artistic and monumental heritage. The main aim of this paper is to analyze the concept of sustainable tourism as a pillar of the contemporary cinematic discourse on pilgrimage routes, combining theoretical and empirical methodologies. It begins by analyzing how, given their power, images are narrative instruments that assume a true performative value of geographical reality. The research then focuses on the cinematographic space and visual cinematographic discourse. The case study is sustainable tourism along the Way of St. James (Spain). The material is a corpus of two documentary films. Their moviescapes highlight the presence of a sustainable filmic theorem within a potential cinematic genre-pilgrimage movies. Thus, this study contributes to the investigation of how sustainable pilgrimage tourism practices are used in cinematic production as a possible movie theorem. It presents a conclusive critical evaluation of the role and message of these moviescapes.
Introduction
The impact of visual media on the public is undeniable. Film and television productions place the spotlight on stories, artists, places, lifestyles, customs, and practices, both real and active. In doing so, they are able to seduce millions of spectators. This seduction can then engender the acquisition and the consumption of goods associated with a much-loved production: think about the phenomenon of the products associated with blockbusting series, such as the toys and clothing of Star Wars and The Lord of the Rings. Film and television productions are also tools for promoting natural and cultural environments. The viewer is able to reject these elements or, on the contrary, dream about them and eventually endorse them [1] .
The intention of the present paper is to examine beyond some of these introductory and consolidated issues in order to propose new research approaches that create a dialogue between tourism sustainability and the film industry. This work is situated within the realm of tourism studies that have placed their academic and scientific interest on the Way of St. James. The Way of St. James is a medieval pilgrimage route and was declared the First European Cultural Route in 1987. Subsequently, the French Way was declared a World Heritage Site by UNESCO (United Nations Educational, Scientific and Cultural Organization) in 1993. These recognitions have assigned the pilgrimage the role of a star content of the film industry is now the subject of interdisciplinary studies, this analysis focuses on the tourism industry, which in recent years has turned its attention on the influence of the moving image when undertaking a journey [14] [15] [16] . In the second part, we justify the reasons why film provides useful data for geographical interpretation and becomes an important document for information for the discipline [17] . In this section, we explain the qualitative methodology used. In the results and discussion sections, we support an interpretive and comparative interpretation of the filmic theorem according to moviescapes and a literature review on the Way of St. James. In the conclusion, we review the contributions of cinematographic production to the promotion of sustainable tourism and highlight the need for studying documentaries and filmic images.
Literature Review

Moviescapes
Seeing and travelling are evocative and inseparable elements for any film lover, demonstrated by the transformation that often occurs from the voyeur into the voyageur. The English language renders the movement between the gaze and the place, sight and site, a fluid whole that allows us to perceive the importance of the spectator who becomes the voyageur and a tourist of the places that have been emotionally moving and made an impression. According to Escher, a cinematic landscape or landscape in movies may be interpreted as the representation of material, real-world, and subjectively organized scenery on the earth's surface, which is loaded with cultural additions, or a fictitious environment in the day-to-day dimension. Similar to the themes and subjects used in painting, literature, photography, and even movies, this works because there is no landscape that has been seen for the first time [18] (p. 309) (cf. [19] ).
The audience perceives a landscape it has seen before, and thus it is a purposefully created product, so they process this as a substitute in its own subjective sense of perception. It is not a question of whether the landscape presented actually reflects how the audience sees the physical world, but rather of whether the recipient trusts the representation and the manner in which certain landscape elements are selectively perceived. These imaginary landscapes contribute to the success of the movie through various positions and mechanisms of action. The varied representation and narrative function of landscape in movies is thus visualized in the area of tension between setting and emotion [20, 21] .
The landscape can be verbally, visually, and graphically described, but it can also be narrated. In that case, they are relational spaces in which the places, subjects, and events do not exist in a void but are intersected in social time and space, collaborating in the construction of an image. The landscape is one of the elements that lead the filmmaker to select a place in which to set their narratives. To experience the landscape and, in particular, an urban landscape, is thus equivalent to its cinematographic representation. In Paris, Capital of the Nineteenth Century, Walter Benjamin [22] invents the contemporary urban landscape as a place explored by the flâneur, a place that is traversable but elusive, a mirror of the social phenomena of the time. Also, from its inception with panoramic films, cinema has been a genre of media composed of scenographic sights that transform the journey from one place to another, then into a diffuse practice. The dawn of cinema invented the panoramic view, which included site-seeing journeys and the spatial-visual desire to circulate and move, which characterized the new modern times. Filmic representation was no longer static, as it is not only the protagonists that move in the landscape; rather, it is the representation technique itself that inspires movement (see, for example, a film such as Panorama from Times Building, New York of 1905). As for site-seeing, film creates its own architectural landscape that engages the gaze in its relationship to movement. When film produces travel stories, it creates a space for seeing and scrutinizing. Behaving as a traveler, the itinerant spectator reads the panoramas in movement as exercises of imagination. Between geography and visual narration, it is possible to grasp two-dimensional relationships based on the conviction that spatial analysis can obtain assistance from indirect sources, capable of offering a new dimension of Sustainability 2018, 10, 3649 4 of 24 reality to geographic knowledge, based on lived and interpretable space [23] [24] [25] [26] . It is an analysis of those individual geographies that shape human territoriality. According to Butler [27] , people often choose their tourist destination depending on what they have seen via popular audiovisual means, like television and cinema. The influence of these images can be voluntary, involuntary, accidental, conscious, or unconscious. He also suggests that because people now read less frequently, anything appearing in films and television penetrates society more easily.
Specific weight is given to the role of autonomous factors like "the news" and "popular culture". In contrast to elitist or fringe culture, which influences a small percentage of the population, popular culture strengthens and reflects models of communication and consumption for the wider general public. Films are an important fragment of popular culture. They can transmit essential information about a destination in a short time and to many people. Regarding the role of popular culture in shaping a "destination image" within the framework of tourism, Urry (2002) claims that one of the basic motivations for tourists to visit a location is the expectation that these people may have different experiences to those they would have in their home location [23] .
Today, however, it is territories that "exploit" cinema, using it as an instrument for promoting tourism ( Figure 1 ). It is not easy to answer the question of why films and fictions induce tourism, by transforming a location into a tourist destination. For a long time, it was thought that it was because in some films or fiction you can see images that entice the viewer to go and visit the locations admired during the viewing. In reality, the phenomenon is more complex and also has to do with the themes of the film, the sequences and the relationships between the characters: in short, it is the magic of the film as a whole that makes the set palatable. But this happens when the film in all its elements works because it is a "soft sale" of the territory, able to appeal not only to rational elements, but also and above all to emotional ones [24, 25, 28, 29] .
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Film-Induced Tourism
Pioneering studies on the subject of film-induced tourism have been completed by Cohen [26] and Butler [27] , and later by Riley et al. [14] . Investigations in the field have proceeded slowly, with Beeton, a scholar at the University of La Trobe (Melbourne, Australia), providing significant contribution with her work Film-Induced Tourism [25] . Notably, both Butler [27] and Beeton [28] revealed traces of the origins of the phenomenon in travel diaries and postcards from the time of the Grand Tour, and the descriptions, images, and photographs of places made popular by novelists during the Romantic period. Travel and cinema, like travel and literature, are activities that allow people to escape from their daily routine, allowing them to delve into new realities and contexts and thus broaden their knowledge and horizons. 
Pioneering studies on the subject of film-induced tourism have been completed by Cohen [26] and Butler [27] , and later by Riley et al. [14] . Investigations in the field have proceeded slowly, with Beeton, a scholar at the University of La Trobe (Melbourne, Australia), providing significant contribution with her work Film-Induced Tourism [25] . Notably, both Butler [27] and Beeton [28] revealed traces of the origins of the phenomenon in travel diaries and postcards from the time of the Grand Tour, and the descriptions, images, and photographs of places made popular by novelists during the Romantic period. Travel and cinema, like travel and literature, are activities that allow people to escape from their daily routine, allowing them to delve into new realities and contexts and thus broaden their knowledge and horizons.
Tooke and Baker [15] raised the concern that the film location will not often have the carrying capacity to cope with large increases in visitors. This could result in a number of potential undesirable consequences, such as increased vehicle traffic, pedestrian congestion, and loss of privacy and local facilities for locals. The destruction of the natural environment is also a concern. For example, filming of The Beach and the subsequent film tourism resulted in extensive environmental damage to Phi Phi Lae Island in Southern Thailand. Another problem that occurs is when the location appears different to how it is portrayed in the film, resulting in a decrease in visitor satisfaction [30] . Whereas Karpovich [31] is one of several researchers to state that film tourism, teletourism, and movie tourism are the same concept, Torchin [32] distinguished between movie-and television-induced tourism, asserting that television has a longer, more levelled impact on featured localities because it has lasting appeal, drawing visitors for many years [33] . Previous studies have shown that television programs actively increase visitor numbers to certain destinations [16, [34] [35] [36] [37] [38] [39] [40] or cause increased interest in these places [41] . Quite possibly, viewing localities through visual media is even a destination experience itself, offering the opportunity to gather additional information [14, 40] .
In terms of the importance of this sector of tourism, research by O'Connor et al. [37] suggested that a fifth of inbound U.K. tourists visit to explore film locations. This figure is expected to grow over the coming years due to the increasing amounts of time people are dedicating to watching television, greater interest in film, and continuous technological developments [42] [43] [44] [45] [46] . Tooke and Baker [15] studied four television dramas and documented their subsequent effects upon numbers of visitors to featured locations. In each case, visitor numbers increased dramatically. There are many different forms of film-induced tourism and Table 1 provides a comprehensive overview, along with their common characteristics and various examples in relation to published academic literature: Film-induced tourism is defined by the Scottish Tourism Board as, "the business of attracting visitors through the portrayal of a place or a place's storylines in film, video, and television" [47] . Beeton, like Buchman et al. [48] (p. 233), defined it as, "visits to sites where movies and TV programs are filmed as well as to tour production studios, including movie-related theme parks [ . . . ] what is of interest is the tourist activity associated with the film industry" [25] (p. 9). Hudson and Ritchie [49] suggested that film tourism is the tourism that is generated as a result of the appearance of a destination or attraction in film, video, or television. In their analysis of this phenomenon, they identified four general fields of analysis: the estimation of the distinct influence of the film on travel decisions, the formation of specific categories of film tourists, the measurement of the effects of films on the number of incoming tourists and on the lives of residents, and the analysis of destination marketing activities connected to film tourism.
Another term used particularly in the British media is set-jetters [50] -tourists who choose to travel to a specific place with the purpose of visiting the surroundings, the areas, and the locations used for one or more films. It is therefore a segment of tourism demand particularly characterized and determined by the influence of an image on the small and big screens, a market that benefits from travelling to places where film stars have performed or stayed, and is influenced by what Anglo-Saxons define as celebrity culture [51] .
Materials and Methods
Particularly due to the power of the images it is capable of producing and emotions it evokes, film can assume a true performative value in relation to its geographic reality [29, 43] . This is because, once internalized by the local community, it is reproduced in individual and collective behaviors, providing identity references that guide and characterize the process of territorialization. Setting, location and decor represent some of the essential components in the production of a film, a story, a TV series or a documentary. A film or series feed off the genius of the directors and the charm of the actors, but also from the real or reproduced locations in which the films are shot; in fact, for many television and film productions, the sets themselves become protagonists [46] . Shooting across different regions, creating and projecting content with territorial identity value can be strategies of patrimonial tutelage [52] . The cinematographic space possesses a spatial system that can be compared to a representational space [53] because it employs the physical space and its objects, it is experienced and represented through images and symbols and is a space that the industry appropriates for its own purposes. The language of film encompasses all narrative modalities: verbal, non-verbal, audio and visual [54] . The expression "cinematic discourse" encompasses all modalities of cinematographic representation, meaning and communication [55] and is based on two planes: diegetic (history of the film, narratives and actors) and extra-diegetic (the film as an artistic product of professionals) [54, 56] .
We opted to characterise cinematographic space through visual cinematographic discourse of the diegetic plane. In 2001, Rose [57] published the volume Visual Methodologies, which manifested the growing contemporary importance of the visual dimension for the cultural construction of Western social life. In this tribute to visive methodologies, she highlighted the importance of images in transmitting knowledge, power, and culture. Stafford [58] defended the construction of knowledge of the world based on images rather than written text. Thus, the act of seeing has been transformed into an act of knowing [59] , especially in Western cultures. As far as cinema studies are concerned, in "Everyday experience in Israeli cinema: The port and the city's margin", Peri-Bader [60] proposes a qualitative interpretation of cinematic production in order to confirm his working hypothesis. His cinematographic analysis is based on the reconstruction of urban spaces departing from the projected images. Drawing on this precedent, we propose a qualitative study of cinematic production relating to the Way of St. James, with two documentaries as our sources. For our qualitative research, we also draw upon statistical data relating to pilgrimage from the Pilgrim's Reception Office and the Way of St. James Observatory. In this latter case, only the series up to 2010 is available, as the entity ceased to exist for economic and political reasons. Furthermore, we support our working hypothesis and our interpretation of the moviescapes using Way of St. James literature.
Firstly, to explain the methodology adopted, we consider that each image follows its project, responding to a figurative work in which the production is both a theoretical proposition and a formal demonstration [61, 62] . Didi-Huberman [63] introduced the idea of theory in images in relation to the iconographical program., Images are also conceptual and perceptive: they are vehicles for storing, manipulating, and communicating the information that allows one to be in contact with the physical and visual environment [64] . There is a variety of elements that compose a work and that can be treated differently, allowing different analyses [65, 66] . Analysis of a film has an ontological nature in that it Sustainability 2018, 10, 3649 7 of 24 belongs to the order of knowledge and it moves on a double level: an empirical space determined by movements and a plane of ideas crossed by the theme [67] . Each cinematographic production has its primordial idea and a determined orientation that is reflected in its images [66] . The universe of the film is understood through the relationship between the changes in places and states of the film. The result is a visual experience with representational and sensory aspects that connect the documentary's pilgrims and their viewers.
Each visual analysis has its own methodology based on the objectives and message of the project [68] , which depends on the critical understanding of the person advancing this visual reading.
For this reason, to analyze the cinematographic visual language of the selected material, we mark some qualitative methodological guidelines. Our working hypothesis is the presence of the new filmic theorem of sustainability [33] in the Way of St. James documentaries. To examine this, the criteria of Deleuze are used: the need to reflect on the thinking of the film is shown, the formalities of representation are highlighted, and the theoretical figures of the documentaries are interpreted as significant elements [69] . For this reason, we assume the role of film analysts, deciding which documentaries and which images to select [65] . We set a scale of interpretative focuses that correspond to the message theorized in the documentaries. These images have a range of driving forces of filmic syntax; in using them, a certain coherence is produced in the decodified message. They are qualitative indexes used to read and interpret sustainability [68, 70] .
We think that these present particularities allow us to speak of an iconic recognition through which identification requires conceptual knowledge [64] . The figures selected are" theoretical figures" [63] , that is, figures able to produce and interpret the thematic axis ( Figure 2) . We recognize the moviescapes that contain iconic signifiers [71] , which, when representing specific sociocultural objects, become key factors of sustainable urban tourism. Likewise, it must be possible to recognize an equivalent of reality. As stated, the relationship with tourism sustainability is the selection criteria of these visual messages, which are presented below through a selection of cinematographic images. The framework used in sampling the images in the two documentaries included their level of representation of sustainable aspects that are detailed in the following paragraph. Images were selected according to the presence of theoretical iconic images. Through this process, the qualitative analysis of an audiovisual production is based on a semiotics of the images, through which a grammar and semiotics of the movement that organizes the meaning is achieved [70] . Through theoretical images, social dynamics and territorial phenomena are observed and interpreted and linked to urban tourism sustainability. Through this interpretive exercise, we highlight the potentialities of the visive language when investigating knowledge and theories hiding behind the camera. Their immediate value is an ally for the promotion and learning of customs and habits. an equivalent of reality. As stated, the relationship with tourism sustainability is the selection criteria of these visual messages, which are presented below through a selection of cinematographic images. The framework used in sampling the images in the two documentaries included their level of representation of sustainable aspects that are detailed in the following paragraph. Images were selected according to the presence of theoretical iconic images. Through this process, the qualitative analysis of an audiovisual production is based on a semiotics of the images, through which a grammar and semiotics of the movement that organizes the meaning is achieved [70] . Through theoretical images, social dynamics and territorial phenomena are observed and interpreted and linked to urban tourism sustainability. Through this interpretive exercise, we highlight the potentialities of the visive language when investigating knowledge and theories hiding behind the camera. Their immediate value is an ally for the promotion and learning of customs and habits. The set of existing relationships between geography and film is based on the premise that spatial analysis can draw on indirect sources, offering geographic understanding a new vision of reality based on the experienced and interpretable space [73] . Documentaries are considered the origins of cinema and the first sequence in the history of French cinema is a documentary [74, 75] . Each documentary is a unique work that presents a relationship with reality. Unlike a film, nothing needs to be invented or staged, as the information it transmits is based on reality. Those who The set of existing relationships between geography and film is based on the premise that spatial analysis can draw on indirect sources, offering geographic understanding a new vision of reality based on the experienced and interpretable space [73] . Documentaries are considered the origins of cinema and the first sequence in the history of French cinema is a documentary [74, 75] . Each documentary is a unique work that presents a relationship with reality. Unlike a film, nothing needs to be invented or staged, as the information it transmits is based on reality. Those who participate in its production are closely linked to reality. They are not playing a role, and they are free in front of the camera [74] . The documentary character and accessibility of the sources are two aspects to consider if we are to measure the determination capacity of a film. A documentary implies a greater level of reality and the desire of the producer, which often coincides with the protagonist, to reproduce details and emotions to reach a level of empathy with its spectators. Accessibility is a great advantage as it contributes toward achieving the objective of democratizing the sources and information.
In Table 2 , we present the documentaries referring to the Way of St. James that are available online. After the collection of data about the online documentaries (Table 2) , we selected two of them, as indicated in Table 3 . The criteria for their selection are:
(1) Their producers come from two different countries: Portugal and Australia, a close and a distant country. This geographical distance might determine a different territorial perception and representation. (2) The starting point of the two documentaries is Saint-Jean-Pied-de-Port. Thus, the representing territories would coincide throughout the projection. Documentaries were downloaded from the Internet and saved on a personal computer.
They were watched by using a media player reproducer, which allows stopping the projection and copying the current moviescape. We viewed the documentaries three times. The first time was meant to understand its main content and to confirm the coherence of the choice. During the second viewing, we proceeded to select those moviescapes that responded to our analytical framework aimed at showing the sustainable aspects of the pilgrimage tourism (mobility, accommodation, sociability, local heritage and gastronomy). In terms of the heritage and local offer, we propose some of their potential moviescapes that responded to well-known attractions along the Way of St. James, such as the Cathedrals of Burgos and Astorga, in order to point out the marketing power of cinematic images. In the case studies, the cinematographic narratives in movement generate a sense of meaning, as one of the pillars of analysis is precisely that the slow movement of pilgrimage gives way to significant practices that can be used to understand the features of tourism sustainability. Some of the theoretical figures are introduced in the following paragraph, through which dialectics between reality and production make the production's discourse explicit.
Results and Discussion
As was asserted in the introduction, our working hypothesis is to recognize and make explicit the filmic theorem of sustainability (slow mobility, pilgrims' healthy practices, and permanence of the Way), which inspires documentary productions about the Way of St. James pilgrimage. As a pioneer in terms of theoretical and thematic research into audiovisual sources about the Way, we link the results with other Way of St. James studies which, being related to more than only cinema, are situated within the context of territorial studies on pilgrimage. We highlight very general results, and others that are more specific. In general, both documentaries demonstrate an intention to highlight the value of the Way, especially the French Way, which, as is shown in Figure 3 , is the most popular route amongst pilgrims and is the route that receive the most attention.
The valuation of the Way occurs on two levels: spatial and experiential. At the spatial level, the Way of St. James is the protagonist; it is the real space of the Way that coincides with the setting of the documentaries. This reinforces the sense of space and the capacity of the spectator to experience it as a visual experience. Let us look at the second aspect in which the visual experience of the Way is expressed through images in movement. It is a slow movement that facilitates the relationship and the recognition of theoretical figures, of filmic figures that we employ to decodify production. With regard to the specific results, we present them below through the visual support of moviescapes that highlight the function of pilgrimage in the promotion of sustainable tourism and, when possible, with statistical data from the Santiago de Compostela Pilgrim Office [78] . To this end, we assume that the distinctions between pilgrimage and tourism are not clearly defined, since a tourist can also be interested in visiting a church [79, 80] and this is because religious and pilgrimage tourism are considered a sub-group of cultural tourism [81, 82] . Although initially pilgrimage presupposed an existential modality, nowadays, it shares some recreational and leisure aspects with tourism.
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As was asserted in the introduction, our working hypothesis is to recognize and make explicit the filmic theorem of sustainability (slow mobility, pilgrims' healthy practices, and permanence of the Way), which inspires documentary productions about the Way of St. James pilgrimage. As a pioneer in terms of theoretical and thematic research into audiovisual sources about the Way, we link the results with other Way of St. James studies which, being related to more than only cinema, are situated within the context of territorial studies on pilgrimage. We highlight very general results, and others that are more specific. In general, both documentaries demonstrate an intention to highlight the value of the Way, especially the French Way, which, as is shown in Figure 3 , is the most popular route amongst pilgrims and is the route that receive the most attention. The valuation of the Way occurs on two levels: spatial and experiential. At the spatial level, the Way of St. James is the protagonist; it is the real space of the Way that coincides with the setting of the documentaries. This reinforces the sense of space and the capacity of the spectator to experience it as a visual experience. Let us look at the second aspect in which the visual experience of the Way is expressed through images in movement. It is a slow movement that facilitates the relationship and the recognition of theoretical figures, of filmic figures that we employ to decodify production. With regard to the specific results, we present them below through the visual support of moviescapes that highlight the function of pilgrimage in the promotion of sustainable tourism and, when possible, with statistical data from the Santiago de Compostela Pilgrim Office [78] . To this end, we assume that the distinctions between pilgrimage and tourism are not clearly defined, since a tourist can also be interested in visiting a church [79, 80] and this is because religious and pilgrimage tourism are Firstly, we demonstrate the Way as an opportunity to recover and enjoy means of transport that are respectful of the environment through the expression slow mobility [82] . The means of transport used to travel it are walking, bicycle and horseback (Table 4) . Since the Middle Ages, the Spanish verb peregrinar (to make a pilgrimage) meant "to walk", and this is the most authentic way to undertake the Way [83, 84] . A famous and often repeated phrase by Goethe, "Europe was made on the pilgrim route to Santiago", is a reminder of the reiteration of this practice, which continues today and is consolidated through the increase in the Way's success [6, 83, 84] . Even now, walking is an identity of the Way that is highly regarded, as itis associated with the objective of rest that holidays prioritize [85] [86] [87] [88] . environment. Slow mobility is a trait that enables travelers to renew the original relationship between human beings and the environment, to rekindle social relationships, to perform a healthy activity and to enjoy the experience [84, 89] . The films that represent the Way as such, and pilgrimage in general, contribute to promoting the ideal of slow tourism, in harmony with the environment, and the rural and urban landscapes. Figures 4-6 visualize sustainable tourism based on slow mobility, on foot or on bicycle. As shown by the data in Table 4 , statistics from the Pilgrimage Office confirm that the two most common means of traveling the Way are walking (Figures 4 and 5 ) and by bicycle ( Figure 6 ). Furthermore, in recent years, the number of pilgrims undertaking the Way by bicycle has increased. This is a post-contemporary reinterpretation of the route that simultaneously consolidates the sustainable practices of the Way. The number of programs and companies that offer assistance to those pilgrims who have to send their bicycles back home once they have reached their goal has grown.
Another sustainable legacy from the past is related to accommodation. Although the profile of the pilgrims is changing because of the increase in pilgrims and the importance of the route, meaning that the number of pilgrims that stay in hotels is growing, the majority continue to choose hostels. They are only allowed to stay for one night at these hostels, except for reasons beyond their control such as illness. According to data provided by the Way of St. James Observatory [89] (latest The slow mobility of pilgrimage means assuming a sustainable behavior that is respectful of the environment. Slow mobility is a trait that enables travelers to renew the original relationship between human beings and the environment, to rekindle social relationships, to perform a healthy activity and to enjoy the experience [84, 89] . The films that represent the Way as such, and pilgrimage in general, contribute to promoting the ideal of slow tourism, in harmony with the environment, and the rural and urban landscapes. Figures 4-6 visualize sustainable tourism based on slow mobility, on foot or on bicycle.
As shown by the data in Table 4 , statistics from the Pilgrimage Office confirm that the two most common means of traveling the Way are walking (Figures 4 and 5 ) and by bicycle ( Figure 6 ). Furthermore, in recent years, the number of pilgrims undertaking the Way by bicycle has increased. This is a post-contemporary reinterpretation of the route that simultaneously consolidates the sustainable practices of the Way. The number of programs and companies that offer assistance to those pilgrims who have to send their bicycles back home once they have reached their goal has grown.
Another sustainable legacy from the past is related to accommodation. Although the profile of the pilgrims is changing because of the increase in pilgrims and the importance of the route, meaning that the number of pilgrims that stay in hotels is growing, the majority continue to choose hostels. They are only allowed to stay for one night at these hostels, except for reasons beyond their control such as illness. According to data provided by the Way of St. James Observatory [89] (latest report of 2010), almost 50% of pilgrims sleep exclusively in hostels and 75% use them occasionally. In this case, pilgrims tend not to stay in the same place or the same establishment for longer than one night unless in exceptional circumstances. This causes a high turnover and flow of pilgrims. In addition, pilgrims are not demanding in terms of accommodation and often chose existing religious and/or public structures (Figures 7 and 8) .
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As shown in Figures 7 and 8 , the documentaries highlight the most traditional accommodation option, raising awareness amongst viewers, thus promoting the network of hostels.
These cinematographic productions can be considered as strategic in fostering and promoting sustainable tourism in minor centers through pilgrimage. In general, film is a key element in constructing the destination's image [45] , since its functions can provide a source of income, help to improve the local economy and generate forms of employment for the community. Film is beneficial for the receiving community, but above all, it impacts the tourism sector, becoming a sources of high added value for the land, since it provides greater visibility and publicity of places, increasing the attractiveness of a place, municipality, or region. Notably, pilgrimage no longer has a solely religious purpose, but is nowadays rather secular. This semantic evolution turns the movement of pilgrimage into a type of slow tourism, into a desirable model for the touristic development of the territory, and therefore, of minor cities.
Through the visual cinematographic discourse, we are able to access information pertaining to the heritage offering of the places along the Way (Figures 9-12) . In this case, the heritage found along the route is an attraction factor and is well valued by the pilgrims [88] [89] [90] . Visiting the heritage offerings of the cities along the pilgrimage route has become a contemporary practice for the Way, as it enriches the experience of and empathy with the territory being explored [91] . The Way is a heritage space, also defined as an open-air museum by B. Castro Fernández [92] . As a consequence, a documentary on the Way must reflect its monumental richness that also expresses its historical roots. This message is conceptualized in the cinematographic images that capture the heritage symbolic elements of the stages traversed. Through these moving images, spectators discover the Way's heritage. According to the interviews completed by the Way of St. James Observatory [89] , heritage was one of the reasons for people undertaking the pilgrimage (Figure 13 ). Despite its temporal distance, in the audiovisual productions, we recognize how heritage continues to be a theoretical image of the Way. Considering that the producer is likely to be interested in the success of their documentary or film, the spectator accesses these urban and heritage locations through captivating images, whose allure is reinforced by the camerawork. In Camino de Santiago. Documentary Film, Mark Shea stops to represent each detail of the Cathedrals of Burgos and León. The same technique is employed in the case of Uma Jornada pelo Caminho de Santiago, in which the Cathedral of Astorga is presented as below. constructing the destination's image [45] , since its functions can provide a source of income, help to improve the local economy and generate forms of employment for the community. Film is beneficial for the receiving community, but above all, it impacts the tourism sector, becoming a sources of high added value for the land, since it provides greater visibility and publicity of places, increasing the attractiveness of a place, municipality, or region. Notably, pilgrimage no longer has a solely religious purpose, but is nowadays rather secular. This semantic evolution turns the movement of pilgrimage into a type of slow tourism, into a desirable model for the touristic development of the territory, and therefore, of minor cities. Through the visual cinematographic discourse, we are able to access information pertaining to the heritage offering of the places along the Way (Figures 9-12) . In this case, the heritage found along the route is an attraction factor and is well valued by the pilgrims [88] [89] [90] . Visiting the heritage offerings of the cities along the pilgrimage route has become a contemporary practice for the Way, as it enriches the experience of and empathy with the territory being explored [91] . The Way is a heritage space, also defined as an open-air museum by B. Castro Fernández [92] . As a consequence, a documentary on the Way must reflect its monumental richness that also expresses its historical roots. This message is conceptualized in the cinematographic images that capture the heritage symbolic elements of the stages traversed. Through these moving images, spectators discover the Way's heritage. According to the interviews completed by the Way of St. James Observatory [89] , heritage was one of the reasons for people undertaking the pilgrimage (Figure 13 ). Despite its temporal distance, in the audiovisual productions, we recognize how heritage continues to be a theoretical image of the Way. Considering that the producer is likely to be interested in the success of their documentary or film, the spectator accesses these urban and heritage locations through captivating images, whose allure is reinforced by the camerawork. In Camino de Santiago. Documentary Film, Mark Shea stops to represent each detail of the Cathedrals of Burgos and León. The same technique is employed in the case of Uma Jornada pelo Caminho de Santiago, in which the Cathedral of Astorga is presented as below. Through the following figures, we highlight a key factor in pilgrimage, which is derived from slow mobility: sociability. After a long day walking or pedaling, the rest of the day is spent resting or socializing inside the hostel, which is an essential place for exchanging experiences [87] . From the perspective of sustainability, respect for the environment is also translated into respect for and from the people along the Way. Figures 14 and 15 below depict urban contexts located along the Way and express how the Way's paradigm of sustainability is also applied to the cities traversed. Through the following figures, we highlight a key factor in pilgrimage, which is derived from slow mobility: sociability. After a long day walking or pedaling, the rest of the day is spent resting or socializing inside the hostel, which is an essential place for exchanging experiences [87] . From the perspective of sustainability, respect for the environment is also translated into respect for and from the people along the Way. Figures 14 and 15 below depict urban contexts located along the Way and express how the Way's paradigm of sustainability is also applied to the cities traversed. Through the following figures, we highlight a key factor in pilgrimage, which is derived from slow mobility: sociability. After a long day walking or pedaling, the rest of the day is spent resting or socializing inside the hostel, which is an essential place for exchanging experiences [87] . From the perspective of sustainability, respect for the environment is also translated into respect for and from the people along the Way. Figures 14 and 15 below depict urban contexts located along the Way and express how the Way's paradigm of sustainability is also applied to the cities traversed. Pilgrimage is an experience that elicits interest because it is another process of understanding humans and their relationship with the land. Furthermore, slow mobility teaches us to understand the land and its resources [91] . The productions analyzed, like many of those linked to the Way, function as a display that allows wine and gastronomy of the region to be promoted ( Figure 16 ). As displayed in the documentaries, pilgrims prefer to consume local products and therefore those based on gastronomic traditions that allow them to harmonize with the surrounding land. The post-contemporary tourist's curiosity and desire to acquire new knowledge also inspires the pilgrim, who fully experiences the Way. One of these experiences is linked to local resources that are used by audiovisual productions. Given that a film needs a location [25, 29] , an active collaboration between cinema and local resources is necessary [4, 5] . The cases analyzed are proof of geographical appraisal through cinema, as they visualize the Way's rich offerings: cultural, social, ethnographic and culinary heritage. Pilgrimage is an experience that elicits interest because it is another process of understanding humans and their relationship with the land. Furthermore, slow mobility teaches us to understand the land and its resources [91] . The productions analyzed, like many of those linked to the Way, function as a display that allows wine and gastronomy of the region to be promoted ( Figure 16 ). As displayed in the documentaries, pilgrims prefer to consume local products and therefore those based on gastronomic traditions that allow them to harmonize with the surrounding land. The post-contemporary tourist's curiosity and desire to acquire new knowledge also inspires the pilgrim, who fully experiences the Way. One of these experiences is linked to local resources that are used by audiovisual productions. Given that a film needs a location [25, 29] , an active collaboration between cinema and local resources is necessary [4, 5] . The cases analyzed are proof of geographical appraisal through cinema, as they visualize the Way's rich offerings: cultural, social, ethnographic and culinary heritage. Pilgrimage is an experience that elicits interest because it is another process of understanding humans and their relationship with the land. Furthermore, slow mobility teaches us to understand the land and its resources [91] . The productions analyzed, like many of those linked to the Way, function as a display that allows wine and gastronomy of the region to be promoted ( Figure 16 ). As displayed in the documentaries, pilgrims prefer to consume local products and therefore those based on gastronomic traditions that allow them to harmonize with the surrounding land. The post-contemporary tourist's curiosity and desire to acquire new knowledge also inspires the pilgrim, who fully experiences the Way. One of these experiences is linked to local resources that are used by audiovisual productions. Given that a film needs a location [25, 29] , an active collaboration between cinema and local resources is necessary [4, 5] . The cases analyzed are proof of geographical appraisal through cinema, as they visualize the Way's rich offerings: cultural, social, ethnographic and culinary heritage. The results that have been presented coincide with previous studies and with the statistics available relating to the Way of St. James. With these as our basis, we advance a visual theorization of tourist sustainability that emerges from the case studies, which allows for a film-induced sustainable tourism to be talked about, characterized as follows:
• Slow mobility: inspired by contemporary trends that impose new holiday rhythms and styles [91] , the cinema directors and producers exploit the slow mobility of the Way of St. James to films promoting this practice and to teach others how to get closer to the location.
• Film-specific aspects: the cinema productions (especially those available online) are partners in creating successful on-location marketing [37] . The actors' experiences are a sort of visual guide through which the viewer learns about the location, looks ahead to their experience, or can relate to it. Furthermore, cinema tourism can be considered an efficient tool for urban regeneration and economic revitalization.
•
Economic benefits: the cinematographic representation not only represents a creative or artistic expression, but also defines a set of complex economic activities based on logic and economic determinants that influence its development and evolution. The local community realizes benefits in the short term, as film improves the destination's image and increases tourist presence, as well as income [25, 30] . In the mid-to-long term, films boost the area's popularity, and they can reconvert or reinforce the location's image, to improve the infrastructure, optimize the receptive structures, and enhance local artistic and cultural heritage [45] . For the territory and the areas in which it operates, the company that manages the economic activity generated by a cinematographic production represents a direct, indirect, and induced economy, able to generate immediate gains in terms of spending during the processing of the film as well as mediated or induced gains in terms of popularity, positive increase in the image of the destination, occupation, and arrival of flows of tourists and visitors. In the case study, a cinema tourist decides where to stay or stop depending on what they have seen.
• Tourist policies: they should be focused on managing this type of cinema tourism as a competitive geographical strategy [1, 36] . Some policies could address the need for a load capacity study (possibilities, pros, and cons, etc.), and the promotion of cooperation between public and private actors, so that the enhancement process involves all stakeholders [46] . Also, for the smaller town centers, producing movie maps to complement the itinerary maps) would allow the Way of St. James to be experienced differently, focusing their attention on less congested town centers. We must not forget to consider the tourist sustainability of the destination in relation to protecting and respecting the territory and environment, as well as the place's history, identity, and community. Public and private entities do not yet seem to fully perceive the extent of the problem, since policies are not always outlined to control the effects on the territory resulting from the intensive development of tourism. A real change in course in these new destinations will occur only when these places are considered as real, integrated systems where the interests of public and private actors can converge. • Sustainability aspects: attention must be paid to the location-community relationship [4, 46] . The community could feel threatened by the arrival of huge influxes of tourists, and then might not be able to seize all the potential advantages that they would bring to the local economy. In order to avoid these undesirable effects, those responsible for local policies must try to anticipate and assess the consequences that the increase in tourism could involve for the location.
Conclusions
Tourism is a modern metamorphosis of travel and pilgrimage [86, 87] . This secularization has changed its symbolic meaning, transforming places into tourist locations [80, 88, 90] . The growing dimension of contemporary tourism, its characteristics and the transversal dimension of its industry are the main driving forces that have led the search for new tourism approaches. The present work sought to examine the development of a new sustainable tourism approach related to film-making promotion of a well-established global pilgrimage, such as the Way. The film-induced tourism effect plays a pivotal role for a territory. To capture its value and consolidate its effects, tourism offerings must match the expectations created by the filmic narration and appreciate and love the territory's resources and identity, and raise awareness.
As "film genres are produced by the discourses which describe them" [11] (p. 2), filmic productions representing pilgrimages are engendering a promotional discourse that might slowly turn into a proper genre. Given the original essence of pilgrimage, documentary cinematographic productions coincide in the diffusion of a filmic theorem based on sustainability. As a consequence, this produces practices and regulations for production and configuring the space that are reproduced on an international level. Documentaries about the Way are, therefore, consolidating a framework for signifying space. These documentaries represent the space and they want to create sensations. The moving images amplify these sensory properties as they allow experiences that strengthen the sense of the place to be relived. The representational power of the images is also due to their ability to reproduce the same experience in viewers. It is through this experiential recognition that images have most success. Due to cinema visibility, the Way's town centers, especially those that are smaller in size, could take advantage of the film-induced tourism for their sustainable development (Table 5 ). Turning these small cities and towns into cinema locations would have an immediate, direct economic impact and an increase in occupancy of hotels. It would increase the professionalism of human resources and tourist consumption, which would require the location to have products, goods, services, professionalism, specialized companies, and facilities. Along the Way of St. James, and throughout the route seen in the films (the French Route), there are already services and facilities linked to tourism (accommodation, restaurants, etc.). The impacts of film tourism on the community have been the subject of some discussion, primarily by Beeton [25] . Although most impacts are rather similar to tourism in general (increase in revenue, modification of community structure, intra-communal conflicts over tourism development, employment opportunities, improvement of quality of life, conflicts between local community and tourists, cultural exchange, commodification and loss of authenticity and revitalization of local culture), impacts specific to film tourism have yet to be researched in detail, as a review of existing literature suggests little difference between the two. However, how film tourism specifically impacts the local community is arguably the issue of authenticity and representation.
One of the advantages that of the active collaboration between tourism and cinema is the enhancement of the territory through the cinematographic medium, which has the power to enhance the cultural, social and ethnographic heritage more effectively than an image and brand campaign, as a film is, by its very nature, promotion, and communication. A film or series needs a territory for a purely material reason, to provide a context to the narration and for an aesthetic reason to ensure that the territory is coherent with and possibly exalts the screenplay. The cinematographic representation does not represent only a creative or artistic expression, but also defines a set of complex economic activities based on logic and economic determinants, which influence its development and evolution. The company that manages the economic activity generated by a cinematographic product is the production that creates a direct, indirect, and induced economy for the territory and the areas in which it operates, able to generate immediate gains in terms of spending during the processing of the film, and mediated or induced gains in terms of popularity, positive image growth of the destination, occupation, and arrival of tourist and visitor flows (Table 5) .
A film production requires the use of specialized and heterogeneous goods and services for processing. The production process interacts with the territory on two different levels: one organizational and management, the other purely aesthetic and artistic. The territory is a fundamental resource for production, since it is simultaneously environment, landscape, historical, and artistic heritage, local culture, climate, society and folklore. The aesthetic motivations, such as the uniqueness of the territory as the sum of resources suitable for the subject, the plot, the atmosphere, and the screenplay of the film; and the economic-organizational motivations of project management, such as time, costs, and resources; constitute the decisive mix for choosing one set rather than another. The aesthetic motivations prevail every time the territory necessary to the creation of the artistic product is recognizable in a single location without alternatives. When the film presents various possibilities of setting, the production tries to find the least expensive location in terms of costs, time, and resources. For the territory that is chosen, there are significant opportunities for the economy of the area: direct and immediate economic impact, increase in employment, business specialization, professionalization of human resources, and tourist consumption. The production requires the presence of products, goods, services, professionalism, specialized companies, and structures. The most requested are those that characterize the tourism sector, such as hospitality, transport, and catering. The presence in the same territory of all these resources together, in addition to determining the preference for one location over another, allows the production to work without moving from the locality, saving time and money and with direct, indirect, and induced economic impacts on the host territory. Among these, the occupational repercussions, both during the processing period and permanently, are perhaps the most important, as they allow the specialization of a large number of people and the possibility for local entrepreneurial realities to grow and acquire useful knowledge. What the producers expect from the territory is adequate problem-solving capacity, so those places that guarantee these services are preferred.
Despite the relevance for stakeholders, no research has examined on the theoretical and visual exploration of these sources, which are accessible and are frequently consulted online by potential pilgrims. Likewise, this work advances a new line of research that invites reflection on possible theorizing in the audiovisual industries. The two documentaries highlight how tourist sustainability joins with the simplicity of pilgrimage, in that the pilgrim and/or tourist does not need much to thrive [84, 86, 91] . Bringing the pilgrim figures closer to tourist practices confirms the growing overlap of behaviors and the need to investigate the pilgrimage experience from new perspectives. Regarding advertising and communication tools, cinema has revolutionized perceptions when reproducing geographical spaces and its movements [93] . At present, we limit ourselves to defending theoretical possibilities of the documentaries, which are tools for disseminating a filmic theorem that is amplified when they can be consulted via the internet. It is true that this research has its limitations, as direct contact with producers and participating pilgrims would allow our results to be confirmed, but we think that in this preliminary stage, the scientific backing of the previous investigations is important in order to confirm our hypothesis. The communication potential of cinema highlights geographical resources and, in the case studies, contributes to understanding the films as tools for reflection on the potential for town center destinations. For this reason, as far as future research directions are concerned, destination management organizations must consider the economic advantages of film-induced tourism along with its negative economic, social, and environmental impacts. Networking between stakeholders representing different interests can help with planning and controlling film-induced tourism within a more ethical and sustainable context. Therefore, film-induced tourism must be an instrument capable of activating interventions and generating long-term benefits for the offerings of destinations, with the aim of not only of increasing arrivals in the short-term, but also encouraging trips to be repeated, or tourists to extend their visits ( Table 5 ). The territory's task is to specialize in supplying quality resources, services, and interventions in favor of productions, and have the ability to respond to the opportunity that this demand is able to provide. In this sense, if television can attract viewers and make them aware of a place, it can be considered an instrument of indirect promotion, so it is important that the location assigned to tourist destinations is effectively equipped and ready to welcome visitors. Thus, there is a need to reflect more deeply on the local and behavioral impacts of moving images. The new format of territorial promotion that has used cinema and television in recent years can represent, for Santiago de Compostela, an opportunity for the rejuvenation of the target of visitors, tourists, and users and for its tourist image that has been expanded to the domestic and international markets. The potential of the cinematographic medium is manifold. It is a vehicle of attraction for tourists who would not have otherwise visited the place, encourages the return of prior visitors, and generates longer stays and greater expenditures. Moreover, it is a tool that is able to expand the target market of a destination and to implement place marketing actions. Interpreting tourism in this new light allows operators in the sector to use the film product further to trigger a process of socio-economic growth, especially in those local areas that need to create opportunities for younger generations.
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